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PREFACE. 


In  presenting  this  work  to  the  public,  I would  state  that  I have  taken  as  a guide,  fifteen  years  experience  as  a 
teacher  of  the  Banjo.  I have  endeavored  to  make  the  exercises  progressive,  from  the  simplest  to  their  more  ex- 
tended forms.  My  desire  has  been  to  present  an  entirely  new  collection  of  pieces  in  the  latter  part  of  the  work, 
embracing  selections  from  my  original  compositions  and  arrangements,  together  with  some  of  the  latest  instrumental 
pieces  and  popular  songs.  The  scales,  the  chords,  and  the  exercises  here  presented,  are  in  the  various  ke)^a  in 
common  use,  all  of  which  are  more  or  less  adapted  to  the  Banjo  ; but  those  keys  that  are  mainly  employed  are 
best  suited  to  the  instrument.  The  diagram  showing  the  structure  of  the  finger-board,  and  where  to  stop  the 
strings  to  express  the  tone,  as  represented  on  tlic  written  page,  will  be  found  an  important  aid  to  the  student. 

Many  who  desire  to  learn  music  glance  over  the  pages  of  an  instruction  book,  and  because  they  cannot  at 
once  comprehend  the  work,  conclude  that  they  have  not  the  faculty  to  learn  music,  whereas,  were  they  to  take 
hold  of  the  work  methodically,  they  would  find  it  as  easily  attained  as  many  other  things  they  had  accomplished 


with  little  exertion. 


George  C.  Dobson. 
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DOBSOW  BBOTttEPS' 

MODERN  METHOD  FOR  THE  BANJO. 


By  GEORGE  C.  DOBSON. 


Tones  as  employed  in  music,  are  represented  on  a 
STAFF  which  is  constructed  of  five  parallel  horizontal 


lines  : 


The  lines  of  the  staff,  as  well  as  the  spaces  between 
them,  are  each  called  a degree  ; hence  the  staff  contains 
nine  degrees,  viz  : five  lines  and  four  spaces. 


Flllh  line. 
Fourth  line. 
Third  line, 
Second'Une. 
First  line. 


. Fourth  space. 
. Third  space. 
Second  space. 
First  space. 


More  degrees  are  obtained  by  adding  short  lines, 
which  are  reckoned  from,  as  they  may  occur,  above  or 
below  the  staff : 


4th  lino  above — 
line  above  — 
•M  line  above — 
1st  line  above — 


_4th  space  above* 
_-ld  spHCi*  aoove* 
_'A\  si)uc4‘  abi>ve. 
1st  spuce  above. 


1st  line  below 
id  line  below  • 
M line  below  ’• 
4lh  line  below  • 


. 1st  space  below. 
. 2d  space  below, 
. 3d  space  bel\»w. 
. 4th  space  below. 


The  literal  names,  A.  B.  C.  D.  E.  F.  G.,  are  fixed  to 
the  degrees  of  the  staff  by  signs  technically  called  clefs. 
These  clefs  fix  the  literal  names  differently  to  the  same 


degrees  of  the  staff. 

The  clefs  derive  their  individual  designation  from  the 
letter  whose  place  they  fix  on  the  staff,  and  from  which 
the  literal  reckoning  is  made  upward  in  alphabetic  or- 
der, and  downward  by  the  inversion  of  that  order,  thus : 

.-a-b: 

^ -F- 


,-C- 


The  G Clef, 


-C — B 


-C- 


-E- 


G 

Clef 

■ T V ■ 

A Q 

_ir_  _ 

ir 


c- 


Tones  are  represented  by  certain  notes  whose  forms 
differ,  as  they  are  designed  to  represent  tones  of  different 
lengths. 

That  note  which  represents  a tone  of  the  greatest  du- 
ration is  a whole  note,  thus  : — ( &)  oi  whose  value  all  the 
other  notes  represent  fractional  parts ; — such  as  a half, 
a quarter,  an  eighth,  a sixteenth,  a thirty-second,  and  a 
sixty-fourth. 


Whole  note. 
Half  note. 

Quarter  note. 
Eighth  note. 

Sixteenth  note. 


I 


r 


5 


r 


r 


r 


0 

1/ 


r 


^ M M M 5 M 5 


Thirtysecond 


note, 
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As  the  denomination  of  a note  determines  a length  of 
a tone,  so  its  corresponding  rest  determines  the  length 
of  the  interval  of  silence  it  represents. 

S 


^ 2 
s a 


« 1 


Notes. 


Corresponding 

Bests. 


Ui  c/3 


zi--] 


-cS? 0 0 0 0^ 


i-it 


A dot  after  a note  thus:  e?’  thus,  or  thus  : adds 
one  half  to  its  original  value ; such  are  called  dotted 
NOTES,  wholes,  halves,  quarters,  &c.,  &c.  A dotted  whole 
note  is  equal  in  value  to  a whole  and  a half  note. 
Example : — 

.N 


A • 

.mm 

Dots  may  also  be  added  to  rests  in  the  same  man  ner. 
Example : — 


1 

^ 

\ / 

- J . 

- Jtf— — 


When  two  dots  follow  a note  or  rest,  the  latter  adds 
one  half  the  value  of  the  former. 

Example : 


Perpendicular  lines  {bars,)  across  the  staff,  are  em- 
ployed to  divide  music  into  rhythmical  divisions,  {meas- 
ures,) in  order  to  indicate  the  accent.  Each  division  is 
measured  by  two,  three,  four,  or  six  equal  counts. 

That  measure  having  two  counts  is  indicated  by  the 
figure  (2),  and  is  called  double  measure;  that  having 
three  counts,  by  the  figure  (3),  and  is  called  triple  meas- 
ure; that  having  four  counts  by  the  figure  (4),  and  is 
called  quadruple  measure  ; and  that  having  six  counts, 
by  the  figure  six  (6),  and  is  called  sextuple  measure. 


Double  measure  is  accented  on  the  first  count. 

Triple  measure,  on  the  first  count. 

Quadruple  measure,  on  the  first  and  third  counts : and 
Sextuple  measure  on  the  first  and  fourth  counts. 

Double  measure  may  be  represented  by  one  half,  or 
by  one  quarter  note  to  each  count.  The  sign  for  double 
measure,  as  represented  by  half  notes,  is  thus  : 


And  as  represented  by  quarter  notes,  is  thus : 


± 


4-* i 

Triple  measure  may  be  represented  by  a half  or  a 
quarter,  or  by  an  eighth  note  to  each  count. 

The  sign,  as  represented  by  half  notes,  is  thus  : 

As  represented  by  quarter  notes,  thus : 

-ffp— — 0 — 0 — 0— — 
and  as  represented  by  eighth  notes,  is  thus : 

\ V 


Quadruple  measure  may  be  represented  by  a half,  or 
by  a quarter  note  to  each  count.  The  sign  for  quadru- 
ple measure,  as  represented  by  half  notes,  is  thus  : 


f=3 


'1 

~ 

rF 

I'll 

m 

and  as  represented  by  quarter  notes,  thus  : 

TZ3=3=3=3= 


Sextuple  measure  may  be  represented  by  a quarter,  or 
by  an  eighth  note  to  each  count.  The  sign,  as  represented 
by  quarter  notes,  is  thus : 

— 0 — 0 — 0 — 0 — 0 — 0- 


and  as  represented  by  eighth  notes,  is  thus : 

I^zzitzz^' 
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Double  measure  is  in  efifect  the  same  in  all  respects, 
whether  it  be  represented  by  half  or  quarter  notes ; and 
so  it  is  with  respect  to  all  other  kinds  of  measure.  While 
the  representation  is  different,  the  thing  represented  is 
the  same.  The  upper  of  two  figures  by  which  the  kind 
of  measure  is  indicated,  shows  the  number  of  counts  in 
the  measure ; and  the  lower,  the  kind  of  note,  whose  val- 
ue in  other  notes  or  rests,  must  be  represented  on  each 
count.  If  the  lower  figure  be  two  (2),  each  count  may  be 
represented  by  one  or  more  notes  or  rests  ; but  the  ag- 
gregate value  of  these  must  be  equal  to  a half  note.  If  the 
lower  figure  be  4,  the  aggregate  value  of  notes  or  rests 
on  each  count  must  be  equal  to  a quarter  note  ; and 
if  the  lower  figure  be  8,  the  aggregate  value  of  notes  or 
rests  on  each  count  must  be  equal  to  an  eighth  note. 

If  three  tones  of  equal  length  be  required  on  any  one 
count,  a figure  3 is  placed  over  or  under  three  notes  of 
the  same  denomination,  by  which  each  note  is  reduced 
>0  two-thirds. 

For  example,  three  quarter  notes  thus  • j*  ^ 


equal  in  value  to  two  quarter  notes  thus : 


« # 


three 


eighth  notes  thus  : f f f to  two  thus : f f and  three 

^ ^ ^ ^ 


sixteenth  notes  thus 


to  two  thus : 


0 0 


Such  three  notes  are  called  a triplet. 

The  value  |of  five  equal  notes  may  be  reduced  to 
that  of  four  by  placing  the  figure  five  above  or  be- 
.'■)  5 

low  them  thus  '•  f T f f f thus : ^ f f ^ or  thus : 


0 0^00 


Such  five  notes  are  called  a quintolet.  The  value  of 
six  equal  notes  may  also  be  reduced  to  that  of  four,  by 

6 

the  figure  six  above  or  below  them  thus ; ffffff 


6 

or  thus ; 


Such  six  notes  are  called  a sextolet. 


EXAMPLE  1. 

Two-four  measure,  accented  on  the  first  count. 


=n=!-- 

-1-H  IM-i- 

=n 

-0-0-0-0- 

-0-0-0- 

-0-0-0- 

—0 — 0 — 0— 

4-0-0-0-S- 

J ^ L. 

--«si 

EXAMPLE  2. 

Three-four  measure,  accented  on  the  first  count. 


EXAMPLE  3. 

Four-tour  measure,  accented  on  the  first  and  third  counts. 


Six-eight  measure,  accented  on  the  first  and  fourth  counts. 
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THE  PITCH  OF  TONES. 

The  difference  of  pitch  between  two  notes,  the  one  on 
the  eighth  degree  above  or  below  the  other,  is  called  an 
octave. 

Example ; 


An  octave.  An  octave.  An  octave.  An  octave. 

O 

iaZ. 

^ 

The  aggregate  number  of  degrees  between,  together 
with  those  on  which  the  notes  are  placed,  is  eight',  hence, 
the  use  of  the  term  octave. 

The  tones  employed  in  music,  as  occurring  in  their 
nearest  proximity  in  regard  to  pitch,  are  expressed  by 
stopping  the  Banjo-string  at  each  consecutive  fret  on  the 
finger-board. 

Between  and  inclusive  of  the  two  forming  the  octave, 
there  are  thirteen  available,  practical  tones,  which  col- 
lectively constitute  what  is  called  the  Chromatic  Scale. 
The  interval  between  the  letters  A and  B,  C and  D,  D 
and  E,  F and  G,  are  called  major  seconds.  They  ad- 
mit of  intermediate  available  tones  which  are  represented 
by  means  of  a sharp,  thus,  ||  or  a flat  thus,  jz.  A 
SHARP  elevates  the  pitch  of  a note  before  which  it  is 
placed,  to  the  next  available  tone  above  what  it  otherwise 
would  be,  thus ; 


A FLAT  depresses  the  pitch  of  a note  before  which  it  is 
placed,  to  the  next  available  tone  below  what  it  otherwise 
would  be,  thus : 


i 


?0- 


The  intermediate  tone  between  the  letters  A and  B is 
the  next  available  tone  above  the  pitch  of  A,  and  below 
the  pitch  of  B ; hence  it  may  be  represented  by  a note  on 
A with  a sharp  before  it,  thus : 


i= 


:=f: 


or  by  a note  on  B with  a flat  before  it,  thus : 


$- 


-0- 

t: 





The  intermediate  tones  are  designated  by  the  literal 
name  of  the  degree  of  the  staff  on  which  they  are  repre- 
sented, with  the  term  sharp  or  flat  affixed  to  it,  as  the 
case  may  be.  For  example,  f A sharp ) thus ; 


or  B flat,  thus  : 


i 


while  the  tone  has  the  same  pitch  in  either  case,  its  de- 
signation is  determined  by  the  literal  name  of  the  degree 
on  which  it  may  be  represented. 

The  treatment  is  the  same  in  regard  to  all  the  tones 
between  those  letters  whose  pitch  is  a major  second 
apart. 

The  intervals  between  E and  F,  and  B and  C are 
called  MINOR  seconds.  A minor  second  does  not  admit 
of  an  intermediate  tone.  It  is  therefore,  an  indivisible 
interval. 

The  following  diagram  gives  a complete  form  of  the 
Finger-Board  of  the  Banjo,  and  shows  where  the  tones, 
as  expressed  on  the  individual  strings  and  frets,  ar<i 
represented  on  the  staff. 
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The  fourth  string  should  be  a guitar  silver  D,  wound 
on  silk. 

The  fifth  string  should  be  an  E string  like  the  first, 
the  lighter  of  the  two. 

FEETS  UPON  THE  BANJO. 

The  student  at  the  outset  should  have  his  Banjo  fret- 
ted, by  all  means ; as  it  is  a great  guide  to  the  beginner 
as  well  as  to  the  professional. 

The  plan  of  placing  inlaid  strips  of  veneer  for  frets 
was  adopted  by  the  author  of  this  work  in  1859,  till 
which  time  the  teachers  were  obliged  to  indicate  the  frets 
for  the  students  by  a pencil  or  other  mark  across  the  fin- 
ger-board. This  plan  has  been  universally  adopted ; and 
at  the  present  day,  no  Banjo  is  considered  complete  that 
is  not  fretted  in  this  manner. 

FEETTING  THE  BANJO. 

The  distance  between  the  bridge  and  nut  should  be 
divided  into  eighteen  equal  parts.  Then  place  the  first 
fret,  one-eighteenth  from  the  nut ; (The  nut  is  the  small 
piece  of  wood  where  the  strings  cross  to  the  pegs.)  then 
divide  the  space  from  the  first  fret  to  the  bridge  into 
eighteen  equal  parts  ?«nd  then  put  in  the  second  fret. 
Then  divide  again,  the  second  fret  to  the  bridge 

into  eighteen  equal  pa^ts,  and  put  in  the  third  fret,  and  so 
on  until  you  have  as  many  i^'cts  as  you  desire. 

The  frets  should  be  inlaid,  level  with  the  surface  of  the 
finger-board,  a sixteenth  of  an  inch  in  width, — the  full 
width  of  the  handle  as  shown  in  the  diagram.  The  bridge 
should  sit  about  three  inches  from  the  tail-piece,  and  al- 
ways be  stationary.  To  ascertain  if  the  bridge  is  in 
the  correct  place,  measure  the  distance  from  the  nut 
to  the  twelfth  fret ; then  place  the  bridge  on  the  parch- 
ment the  same  distance  from  the  twelfth  fret,  that  the 
the  twelfth  fret  is  from  the  nut. 

The  Bridge  should  be  two  inches  long,  half  an  inch 
high,  and  made  of  cedar. 

TO  TUNE  THE  BANJO  CORRECTLY, 

Which  is  the  next  important  step. 

First  tune  the  fourth  string  to  A,  by  a tuning-fork  or 
pitch-pipe.  Then  place  the  second  finger  on  the  seventh 
fret  of  the  fourth  string,  and  tune  the  third  string  in  uni- 
son — the  note  produced  will  be  E.  Then  place  the 
second  finger  I string  at  the  fourth  fret,  and 


tune  the  second  string  in  unison,  which  will  give  G 
Then  place  the  second  finger  on  the  third  fret  on  the  sec- 
ond string,  and  tune  the  first  string  in  unison,  which  will 
give  the  note  B.  Then  place  the  second  finger  at  the 
fifth  fret,  first  string,  and  tune  the  fifth  string  in  unison, 
which  will  give  E,  one  octave  above  the  third  string. 

The  open  strings  of  the  banjo  thus  tuned,  are 


A E B E 


Al 

I 



J 

__J 

— ^ — n 



^ — : 

— _# — 

r 11 

1, — 

— ^ 

-IJ 

— Thumb  strinj?. 

4th  string  open. 

PICKING,  OR  PLAYING  GUITAR  STYLE. 

Rest  the  little  finger  on  the  parchment,  about  two 
inches  from  the  end  of  the  bridge,  to  steady  the  hand.  It 
should  not  be  held  firm,  but  be  allowed  to  move  readily 
at  the  will  of  the  performer.  Pick  up  the  ist  string  with 
the  2d  finger,  the  2d  string  with  the  ist  finger:  the 
thumb  is  used  on  the  remaining  three  strings. 

In  playing  chords,  the  thumb  glides  from  the  fourth  to 
the  third  string  ; at  the  same  time  the  first  and  second 
fingers  pick  up  the  first  and  second  strings, — making  a 
perfect  chord. 


SIGNS  FOR  FINGERING. 

Right  hand  : — for  the  first  finger,  • for  the  second 
finger,*  • for  the  third  finger,  • • • for  the  thumb  ^ 

The  three  fingers  are  used  more  for  playing  upon  the 
Guitar  than  the  Banjo,  as  it  has  one  more  string.  The 
third  finger  should  not  be  used  upon  the  Banjo  when  it 
can  be  av^oided,  for  the  following  reasons : 

Better  execution  is  attained  with  less  practice,  looks 
better,  and,  lastly,  you  have  the  three  strongest  fingers 
to  play  with  : — thumb,  first  and  second  fingers. 

The  third  finger  is  omitted  as  often  as  possible,  even 
on  the  Guitar,  in  consequence  of  its  weakness  when  com- 
pared to  the  others. 

In  picking,  great  care  should  be  taken  to  avoid  picking 
with  the  nail,  as  it  not  only  cuts  the  strings,  but  renders 
the  tone  harsh.  The  ball  of  the  finger  should  be  used^ 
which  gives  a sweet  and  soft  tone. 

See  following  cut  for  con  ect  position  of  the  right  hand 
in  picking ; also,  of  the  left  hand  in  making  a Barra 
chord. 
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or  THE  BAERE. 

In  making  the  Barre  chord,  the  fore-finger  is  placed 
firmly  across  the  entire  width  of  the  finger-  board.  The 
thumb  is  placed  in  the  centre  of  the  back  of  the  handle, 
and  the  fore-finger  presses  firmly  down,  thereby  prevent- 
ing the  vibration  of  the  strings. 

STROKE  PLAYINa. 

Partly  close  the  hand,  bringing  the  fourth  finger  near 
the  palm,  then  each  of  the  following  fingers  a little 
farther  from  the  palm,  bringing  the  fore-finger  an  inch 
and  a half  from  the  inside  of  the  thumb.  Notes  to  be 
made  by  the  thumb  will  have  a cross,  thus : X Notes  to 
be  made  by  the  back  of  the  nail  of  the  fore-finger,  will 
have  the  letter  N.  Notes  to  be  made  by  the  back  of  the 
nail  of  the  second  finger,  will  have  N 2.  The  stroke  is 
made  by  striking  down  with  the  back  of  the  nail. 


Example : 


t 


SIGNS  FOR  LEFT-HAND  FINGERING. 

O,  open.  I,  first  finger.  2,  second  finger.  3,  third 
finger.  4,  fourth  finger.  All  notes  to  be  made  on  the 
fifth  string  will  be  represented  with  a double  tail,  or  O. 

^ 

as  per  example  | ; 

^ 1 


It  is  left  to  the  discretion  of  the  student,  after  he  has 
gone  through  all  the  exercises  herein  contained,  when 
and  where  to  play  the  stroke.  That  is  the  same  piece  in 
many  cases  may  be  performed  in  either  style.  See 
following  illustration  for  position  of  the  right  arm  from 
the  shoulder,  also  of  the  right  hand  in  playing  the  stroke. 


A few  words  in  regard  to  performing  the  stroke  with 
the  thimble.  The  thimble  is  a metallic  substance  to  cover 
the  fore-finger  nail,  used  by  an  uncultivated  class  in  for- 
mer times,  whose  idea  was  that  no  Banjoist  was  complete, 
without  it,  and  that  noise  constituted  Banjo  playing. 

The  use  of  the  thimble  is  not  approved,  as  it  renders  a 
harsh  tone.  What  we  want  is  not  quantity  but  quality. 
In  performing  the  stroke  it  should  be  done  without  artifi- 
cial aid,  using  nature’s  own  thimble,  the  finger  nail.  By 
performing  the  stroke  with  the  nail,  as  great  a body  of 
tone  can  be  obtained  as  with  the  use  of  the  thimble. 
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EZEHCISE  2.  Double  Stroke. 


o w X 

-3 


O N X 


X NN2  0NX  NN2  0NXN  N2  O N X W WN2  01tfXI«’W2  0SrXXXX 


Ml 

LUJ 



— 

L f 

— 

a-3 

1 

/: 

1 

4- 

* 


The  student  will  play  the  exercises  in  very  slow  time, 
till  he  gains  facility  in  execut^n. 

or  THE  POSITIONS. 

There  are  as  many  positions  on  the  Banjo  as  there  are 
frets.  The  principal  ones  used  are  from  the  first  to  the 
twelfth  fret.  The  left  hand  is  in  the  first  position  when 
the  fore-finger  is  at  the  first  fret. 

The  fore-finger,  as  a general  rule,  determines  the  posi- 
tion. If  the  fore-finger  is  at  the  second  fret,  that  is 
called  the  second  position,  and  so  on.  The  positions 
when  used  in  this  work,  will  be  designated,  1st  Pos.,  2d 
Pos.,  3d  Pos,  &c. 

HAElfONICS. 

The  principal  harmonics  are  fourid  at  the  fourth,  fifth, 
seventh,  twelfth,  twentieth  and  twenty-fourth  frets.  Also 
at  the  eighteenth  fret  on  the  fifth  string. 


In  making  harmonics,  use  the  same  right  hand  finger- 
ing as  illustrated  in  guitar  style,  while  the  fingering  of 
the  left  hand  is  as  follows : 

Press  the  fore-finger  lightly  on  the  string,  sufficiently 
to  prevent  its  vibration,  as  if  open. 

Touch  the  strings  delicately  with  the  right  hand:  all 
the  notes  on  the  banjo  may  be  played  harmonically; 
that  is,  a harmonic  tone  may  be  produced  at  any  fret ; 
but,  like  the  Guitar,  there  are  just  so  many  which  sound 
the  best.  These  are  the  ones  which  give  the  most  clear 
and  distinct  tone,  which  have  been  mentioned,  and  will 
be  made  use  of  in  this  work. 

The  different  scales,  and  the  accompanying  chords 
and  exercises  in  the  major  and  minor  keys,  are  pre* 
sented  in  picking,  or  guitar-style,  in  which  the  teachei 
will  first  instruct  the  student. 
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IModern  3itetlio<i  ±oi*  tlie  IBanjo. 
The  Scale  in  the  Key  of  A,  written  through  two  Octaves. 


, , 4tb  String. 

r # it  ° ® * 

— 

3d  String. 

O 2 

2( 

O 

1 String. 

1 

1 1 

1st  String?.  5th  string  open,  3 4 1 

O 2 4 \ 1 m \ 

Ir 

. 1 

w r 

— 11 

if  I 1 

m P ' ' 

W 

— ^ — 

II 

j M I 1 1 

1 1 

m. 

w ^ 

h 

1 — 

— II 

V'  1 / 1 1 1 1 

J m.  ' 

: h 

3^x  ••  ..  ••• 

* X 

Chords  belonging  to  the  Key  of  A. 


7th  Pos.  Barre,  4th  Pos,  Barre,  9th  Pos,  . 5th  Pqa.  2d  Poa,  7th  Pos,  8th  Poa. 

1 Urn  ^ lift  _ <3<» 

V t I^P 

;‘>A  Ml*  1 

^ff-4 — — — 1^: 

ikrt  ill* 

^ -iw 



Ma  ~| 

TTl 

> «JV 

^ iw  -v^F-  -- 1 

illi  it in-v  ijJo 

■v-* — 1 

_ _ trti  t-1 1 

ioTx  T 

i <0^ 

The  tones  represented  in  the  chords  before  which  the  signs  for  the  arpeggio,  the  curved  lines,  are  placed, 
are  to  be  played  at  equal  intervals  of  time  consecutively,  beginning  with  the  lowest  note.  The  upper  note  must  be 
taken  on  the  count ; hence  all  the  other  notes  contained  in  the  chord  must  be  taken  before  the  count,  thus  : 


EXAMPLE. 


The  student  will  play  the  tones  of  the  arpeggio  chord  slowly  at  first,  and  increase  in  rapidity  as  he  gains 
facility  of  execution. 


EKEKCISE  3.  In  Two  Four  Measure. 


A succession  of  Dots  at  the  beginning  and  end  of  a line  of  music  implies  that  the  music  between  such 
succession  of  dots  should  be  repeated  ; such  dots  are  called  a Repeat.  The  letters  D.  C.  at  the  end  of  a line  of 
music  stand  for  the  words  Da  Capo,  which  refers  the  performer  back  from  the  beginning  to  the  word  Fine,  by 
which  the  end  is  indicated. 


fc-- 


2 1 


1 1 

W- 

-* 

EKEBCISE  4.  In  Three  Four  Measure. 

2 O 1 0 2 1 


H 


-1111  I I ri 


X 


— 


Ji±. 


4-ii 


itA. 


e 


3Xodoi:*ii  for  tlio  Sanjo 
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EXERCISE  5.  In  Four  Four  Measuro. 


Fine. 


fit  zJiditi 


♦ 


tpipiii'ip: 


-0-0-0 


pipipip 


_ — p. — 0—0— 0.^0.. 


J- 


-tf- 


—i-ni-giiTipipipip— yryid-^:f-^iii=iiiiizi— 


f Pij: 


m 


Every  major  key  has  its  relative  minor.  The  key  of  the  minor  scale  that  is  used  in  common  with  the 
major  scale  in  the  key  of  A,  is  that  of  F# ; hence,  the  minor  key  of  F#,  that  is,  the  minor  scale  in  the  key  of  F# 
is  called  the  relative  of  the  major  scale  in  the  key  of  A.  The  note  on  the  sixth  degree  of  any  major  scale  repre- 
sents the  first  tone  of  its  relative  minor.  The  Minor  scale  comprises  seven  seconds,  three  of  which  are  major, 
three  minor,  and  one  augmented.  An  augmented  second  involves  the  next  available  tone  above  the  major 
second.  The  seconds  of  the  Minor  scale  occur  in  the  following  order  : from  one  to  two,  a major  second  ; from 
two  to  three,  a minor  ; from  three  to  four,  a major;  from  four  to  five,  major  ; from  five  to  six,  minor  ; from  six 
to  seven,  augmented,  and  from  seven  to  eight,  minor. 


EXAMPLE. 


,,  Major.  Minor.  Major.  Major.  Minor. 

# a o 1 • 2 

Au^rmented,  Minor, 

Hlaor*  Aug.  Miner.  Mi^or.  Major, 

Minor, 

Major, 

r BP 

1 IJ 

jf — ^ 

» IT 

.fT 

f p 0 j 

IJ 

TfTV  1 m • 1 ■ i 

L r _J 



•mt  P • h h 

L L - m u 

^ X • •• •• 

12  8 4 5 

• • • 

8 7 

• 

8 8 7 

8 5 4 3 

2 1 

The  minor  scale  when  used  in  the  following  form  is  called  the  Melodic  Minor  Scale,  in  contradistinction 
from  which  the  former  is  called  the  Harmonic  Minor  Scale. 

EXAMPLE. 


\ 
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The  two  forms  of  the  minor  scale  may  be  used,  the  one  in  common  with  the  other : that  is,  the  one  may  be 
substituted  for,  and  used  instead  of  the  other. 

EXAlvIPLE. 


The  Chords  belonging  to  the  Itlinor  Scale  in  the  Eey  of  F#. 


9th  Pos.  9th  Pos. 

- U il'  <^-0‘" 

9th  Pos.  14  th  Pos,  8th  Pos,  9th  Pos, 

'3-€-  <^-0- 

"V  5'-  P*  5 s s ; 

- < r < Up  i 5 ^ " 1 ■ 

ti-0^  - < 

W irte— — — — — Irk  — —I 

zrP  —<-P^ ^ iTli  « 

^ "1  '1  ' i ' ‘ ' i 

Same  right  hand  fingering  as  marked  for  first  chord. 

mECISE  6. 


Fine. 


pipzrp 


iprp: 


-I 1 

::zi|-i:Px-3 

izPzJupxi-J 


n-l=S=3- 


-0-0—9- 


tMziizM: 


-0-0-0- 


■I 1 


-0-0-0  , 

itztqiit 


-O- 




— * — k- 


9th  Pos 

D.C. 


'-h p— r — 

-^=Fztizzr— 


ii-tz: 


9th  Pok,  Barre, 


EXEECISE  7. 


^-0-\— 


w 


I — 1 — 


lipzp 

-t=td 


fLji 


0-0-0 


tzM 


S — 


rpii: 


-0-0-0 


^zf=t=i^ztl=±t_4i 


^z?rfzEzE"?“ 


Cth  Poi{. 


m 


EXEECISE  8. 


A Hold,  thus  : ^ over  a note  implies  that  the  tone  may  be  prolonged  at  the  discretion  of  the  performer,-, 
and  when  over  a rest  that  the  interval  of  silence  may  be  more  or  less  long. 


3Xod.ei*ii  ]>l!etliod.  for*  tlie  Banjo. 

EXERCISE  9. 
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The  Major  Scale  in  the  Xey  of  E under  the  Signature  of  Four  Sharps. 


0 2 — 


U 1 


1st  Strinjr, 

V 

2d  String.  \ 

1 3d  String. 

0 

2 4 

0 

0 

4 2 

0 1 

1 0 1 

1 2 0 

-o- 


• • • 

4 5 


:t=: 


X 

8 


ipzzr 


6 7 8 8 7 6 5 

The  Chords  in  Common  with  the  Major  Scale  in  E. 


m 


4th  Pos,  3th  Pos.  Barre.  2d  Pos,  4th  Pos,  5th  Pos, 

! ' 1 J ^ ^ 

Barre, 

1 

f ^ f T 

j 

-S 

tB“a»  tt 

K ^ f f 5 2« 

j 

i 

1 -<r  ■ ‘ <r^ 

J 

j! 

4o8 

1 <rlr0  --4-^ 

1 tTB  its  ; 

loS 

< C ~ < 1 ;** 

<0#- 

EXERCISE  10. 


u 


Fine. 


0—W 

:^=t: 


#• 


:p=*4: 

-2— S-|- 

g-gdb 


2d  Pos, 


I),  a 


— 


D.C. 

2d  Pos.  Barre. 

iir 


16 


Miodera  MietliodL  for  the  Sa^iijo. 
ttteeCISE  12. 

Fine. 


[=]: 


Z?.6. 


^-^:zz|:zzt=;zczb:]izi^-i^ 

A small  note  (the  Acciacatura)  with  a line  across  the  stem  of  it,  thus  ; ^ should  be  played  before,  but  as 
near  to  the  count  as  possible. 


Ui 


EXERCISE  13. 

2d  Pos.  Barre. 


ii(|c?z±t±S=± 


^ — T- 


ir* 

31310 

7fh  Pos,  Barr^  _ 4 4 42 





Fine. 


2d  P.  Barre. 


D.C. 


JPl fiZZ- 

pz_:^^izzli 

1 

The  Minor  Scale  in  the  Xey  of  C#,  the  relative  of  the  Major  Scale  in  the  Xey  of  E. 

#4th  String.  ]I  3d  String,  V 2d  String.  V 

n 2 1_ ' _o a 1 0, 1 

F-h — FZ1_1=T 


1st  String. 
1 2 


V 2d  String.  V Sd  String.  V '*tli  String. 
Ill  012  0 1 4 2 


^ 


tr'Rp; 


:P- 


-m 


zzp- 

izSz; 


r-T 


iJr 

SfiJ: 


2d  Pos... 


The  Chords  in  the  Minor  Scale  in  the  Xey  of  C#. 

7th  Pos. 




<■#■4 


W: 


5th  Pos. 
<- 


4th  Pos,  Barre. 


I 


i 


<♦0 


<-0-i 


EXERCISE  14. 


:^zfzf%:zpzfzp^zp-zz; 

-iL.  ^^^rzz  . 

- r i 

tz^—zz^^J 

'===^— z 

1; ■ 3 

IVTodern  3Xetlio<i  for  tlie  Sa^njo 
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EXEECISE  15. 


4 


0 0^ 


* *->=4 


p^pizpzip 


^iEz:p=g: 


i 


« 


2d  Pos. 


-# — ^ ^ 


-O-f- 

-o-i- 

4-#' 


1 1 1 

— ^ 

— j — p — j — 

# # J 

p — 1 

-HA  . 1 

th  Pos,  ^ 

thPos._ 

=l  4#f  -'ll 

— # — J — # 

1 1 1 1- 

- -P P P 1- 

•#■•023 

2 4 

0—^—0—m J 

L 1 J 

4 

L_y g. 

m ■ ■ ^ 

A Staccato  mark,  thus  : ( ’ ) implies  that  the  tone  represented  by  the  note  over  which  it  is  placed  must  be 
short  and  well  defined. 


mECISE  16. 


EXEECISE  17. 
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The  Kajor  Scale  in  the  Ze7  of  D,  under  the  signature  of  two  sharps. 


4tb  string. 
4 


=1: 


3d  string. 

0 2 4 


X 


2d  string. 
1 


Ist  string. 
4 4 


2d  string. 
1 


3d  string. 

4 2 0 


X 


4th  string. 
4 


X 


9 


Stb  Pos.  Barre. 


The  Chords  in  common  with  the  Eey  of  D. 

2d  Pos.  Barre.  7th  Pos.  Barm.  Sth  Pos.  Barre.  Stb  Pos.  Barre-  3d  Pos.  Barre.  7tb  Pos.  Barre 


1st  Pos.  Barre.  Atb  Pos.  Barre. 

I 

4#3- 


EZEBCISE  18. 


Fine. 

8th  Pos.  Barre. 


EZEECISE  20. 


t 

i 

ii 

1 1 

T% 

1 1 

: q ^ •= 

■ 1 2— =r- 

JL  rzp-_=t= 

=1- P-^4= 
— 

_j — — 0-, — 

- 

__i 

-1 1 14-‘ 

• — 0-0^- 

I 
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1 4th  Striniti 

^ J*  la  a 4 

- ^ 

Sd  string, 

0 2 4 

r 1 

2d  String, 

2 

-1 

1st  String, 

0 

r 

2d  String, 

2 

3d  String, 

4,  2 0 

4tb  String, 

4 2 2 

zRjga 

- -4  H J . 

1 

j 

n 1 

T 

1 

L 

1 

'ffV\  1 

1 

J m 

i 

I# 

- -U* 

1 I T 

x\l— 

. M • • - 

f 

• ^ .a 

. 

d □ d J 

^^3456  7 8 7 6543Tf 


The  Chords  in  common  with  the  Minor  Scale  in  B. 


2<1  PoB.  Barre.  7th  Pos.  Baire.  M PoB.  Barre.  9th  Pos.  Barre.  7th  Pos.  Barre.  7th  Pos.  Barre.  «h  Pob.  Barre.  2<1  Pos.  Barre. 


EXEECISE  22. 


Fine. 


EXEECISE  23. 
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EZEECISE  24. 


Fine, 


M PoB,  Barre,  Wh  Pos.  Barre, 


0 

2 13 

2d  Pos.  Barre, 

6tb  Pos,  Barre,  2d  Pos, 

M 

fcr 

“1 

~0  A A 

■ 1 T 

# .. 

Li  J 

J E ^ r 

r J 1 itii 

r L 

w 

' W 



r r - 

1 1 

T • 

T T ,'1- 

'"4  1 

— 1 — ' — 

VA — 

--J 

— t; 

i ^-1 — 

tr- 

=1  -•! 

t 2d  Po8.  Barre.<. 


tt=t=P==f=F= 


The  Major  Scale  in  the  Eey  of  O’. 


3d  string. 

1 4 

2d  string. 

1 

1st  string. 

0 1 

4 0 

2 2 

I « « I 0 

4 10 

2d  string. 

1 

3d  string. 

4 1 

Trff 

1 

" p 

- -1 

JJ 

■ 

r 

• P - 

. 

. 

Vm 

' 0 ~ 

i 

1 

m ' 

zzll 

TmT ^ 

1 ^ 

1 U- 

L 

The  Chords  in  common  with  the  Zey  of  0. 


3d  Pos.  Barre.  3d  Pos.  3d  Pos.  Barre,  1st  Pos.  2d  Pos.  1st  Pos.  1st  Pos.  1st  Pos.  3d  Pos.  3d  Pos.  2d  pos-  3d  pos. 


..  J*  1 

1 

a 1 

1 

1 

_ _l  1 

^5— <-#1 — 

4^4-- 

— 

4 

— — 

-<^#-4 

^ 

— 

— ^2-> 



rl t€t  H 1 

5rr — — 

— — 

— -<^1 — 

-iSi: 

-m- 

“4c4- 

4S4— 

■<— 1 

<^h3 

(-P-3- 

f0ri- 

<-P 

<rm 

-4 t»T 4P4— 1 1 

— 

— <— 1 — 

<♦1 

— ^ — 

<-+• 

<•#•0 

iix  ■ 

— <^0 

<-#-3 

<♦•3 

'1 

<-H 

<•#-1 

tSi 

r * 

'•0 

EXEECISE  26. 


3:Iodei*ii  ^Xetliod  for  tlie  Banjo 
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SZSBCISZ  27. 


Fine. 


XZSBCXSS  29. 


The  l^or  Scale  in  the  ley  of  E. 


3d  StrloK, 

ft  ® • * 

— 

7d  String, 

1 

1st  String, 

0 1 

4 

Mb  String, 

0 

Ist  String. 

4 10 

2d  String, 

1 

3d  String,  I 

4 2 0 1 

- I*  n 1 1 

1 

» 

1- 

_j 1 1 

-11 

# a - 

_| 1 

4J 

GR J _ 

1^ 

# n ri 

1 

" W 

■ 

4J 

2 • 

_ t — ~t~~ 

t t : 

• • a 

Ti 

^ Mameralt  of  the  Scale. 

1 a a 4 6 t 

7 • 

r » 5 4 a a 1 

The  Chords  in  common  with  the  Minor  Scale  in  E. 

7th  Po».  Bure.  7th  Pot.  Barre.  7th  Pot.  Barre.  7th  Pot.  Barre.  2<1  Pos.  Barre.  7th  Pot.  Barre. 


4^? 

<•#•4 

<-»-2  

- 



♦81  n 

• JP  ■■  ■' 



<im  1 



W1 



—=0 — fl 

Vi*-  ■ <i»l 

i~0-k 
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Miodern  TWCetliod  for  tlie  iOanJo.  • 


exeucise  30. 


Fine, 


let  DOS.  Barrs.  Tth  Poa. 


2d  Pos.  Barre. 


DAJ. 


>>>-#■ 


The  sign  Forzando,  th«s,  > or  fz,  indicates  a greater  degree  of  stress  or  emphasis  given  to  the  tone  represented 
by  the  note  over  which  it  is  placed. 


IZEECZSE  31. 


2d  Pos.  Barre. 


4 10  _ 


— 

1-- 

-•iX-- 

In  making  the  above  triplet,  place  the  fourth  finger  at  D,  the  first  finger  on  C,  pick  the  first  note,  D,  then  slur 
the  other  two  notes  by  pulling  off  in  quick  succession  the  fourth  and  first  fingers. 

EEEECZSE  33. 


23 


IVCodeim  IMEetliod.  for  tlie  Banjo. 


The  Major  Scale  in  the  Zey  of  C. 


4th  string.  V ^ String, 

2 410  1 4 

1 

^24  SUlng.l 

1st  String, 

0 1 

0 ' 

f 24  Strlng.y 

34  String,  V String.  1 

1 0 14  2 

0 m 

A 

: 

11 

i 

r— 

1 

... 

11 

tU  I I 

M 

■ 

1 L ' 

w 

i 

II 

*7  w 

The  Chords  in  Common  with  the  Major  Scale  in  the  Zey  of  C. 


3dPos.  Barre, 


5th  Pos,  Barre.- 

m 


7th  PD3,  Barre. 


6th  Pos.  Barre. 


6th  Pos. 


34  Pos.  Barre. 


EZEBCISE  34. 


The  Tie,  thus:  over  two  or  more  notes  implies  that  they  should  be  played  in  a connected  manner,  as 

in  Exercise  34. 


mitCISE  35. 
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EmCISE  36. 


Sd  Po8.  Barre, 

I 

— trpzBi;^ 


tVi  IX  u u 


EmCISE  37. 


Otb  Po8, 


The  Minor  Scale  in  the  Eey  of  A. 


The  Chords  in  conunon  with  the  Minor  Scale  of  A. 
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mSCISE  41. 


The  Scales  thus  far  employed  are  in  the  Keys  best  adapted  to  the  Banjo,  but  a skillful  player  can  perform 
with  more  or  less  facility  in  all  the  Keys  in  common  use  for  other  instruments. 

The  order  in  which  the  Keys  of  the  Scale,  Major  or  Minor,  follow  under  the  sharp  signatures,  is  thus  : 


The  Major  Scale  in  S. 
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The  Belative  Minor  Scale  in  S. 
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The  Major  Scale  in  D. 


The  Belative  Minor  Scale  in  B. 
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The  Major  Scale  in  A. 
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The  Relative  Minor  Scale  in  F#. 
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The  Majcr  Scale  in  E. 


3d  string.  V 2d  String.  V 1st  String. 

If  0 2*0  1*0  2 


-p W=0 


:t=t: 


V 2d  String.  V Sd  String.  | 

0*1  0*2  0 


The  Relative  Minor  Scale  in  C#. 
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The  Major  Scale  in  B. 


4th  string. 
2 2 


V 3d  string.  U 2d  string.  V 1st  string V 2d  string.  U 3d  string.  V 
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The  Relative  Minor  Scale  in  G#. 
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A Double  Sharp,  thus  ; X is  to  a sharped  letter  what  a sharp  is  to  a natural  letter. 


28 


IMo<iei*ii  3Xetliodl  for  tlio  Sa,iiJo. 


The  order  in  which  the  Keys  of  the  Scale,  Major  or  Minor,  follow  under  the  flat  signatures,  is  tnus: 


The  l^ajor  Scale  in  F. 
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The  Belative  ££inor  Scale  in  D. 
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The  Major  Scale  in  Bb. 


The  Belative  Minor  Scale  in  G. 
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The  Major  Scale  in  Eb. 
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The  Belative  Minor  Scale  in  C., 
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The  Major  Scale  in  Ab. 
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The  Relative  Minor  Scale  in  F. 


The  Major  Scale  in  Db. 
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The  Relative  Minor  Scale  in  Eb. 


A Melody,  or  Tune  may  be  transposed  in  the  same  manner  that  the  Scales  are,  from  one  key  to  another 
The  following  exercises  illustrate  the  manner  of  transposing  the  same  melody  into  the  different  keys. 


EXERCISE  42,  in  the  Key  of  C. 
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The  following  exercise  is  the  preceding  melody  transposed  into  the  key  of  D,  under  the  signature  of  two 
sharps,  a major  second  higher  than  the  original  key. 

mBCISE  43. 


Exercise  44  is  the  same  melody  transposed  into  the  key  of  E,  under  the  signature  of  four  sharps,  a major 
third  higher  than  the  original  key. 


EZEECISE  44. 


Exercise  45  is  the  same  melody  transposed  into  the  key  of  G,  under  the  signature  of  one  sharp,  a fifth 
higher  than  the  original  key. 


EEEBCISE  45. 
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Exercise  46  is  the  same  melody  transposed  into  the  key  of  A,  under  the  signature  of  three  sharps,  a sixth 
higher  than  the  original  key. 


SmClSE  46. 


In  the  key  of  A. 
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The  Turn,  the  sign  thus:  over  a note,  implies  that  certain  other  notes  should  be  played  besides  that 

given  note,  thus : 


SZAMFLE. 


The  turn  begins  on  the  next  degree  above  the  given  note  and  involves  four  notes.  The  highest  and  the 
lowest  note  of  a turn  cannot  be  more  than  a minor  third  apart;  that  is,  if  the  turn  begins  a major  second  above  the 
given  note  it  must  move  to  a minor  second  below  the  given  note ; but  if  it  begins  on  a minor  second  above  the  given 
note  it  can  move  to  a letter  a major  second  below  the  given  note. 


EXAMPLE. 


A sharp,  flat  or  natural,  ever  or  under  a turn,  implies  that  the  note  over  or  under  the  turn  according  as  it 
may  be  indicated  by  the  sign,  must  be  made  flat,  sharp  or  natural. 


EXAMPLE. 
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When  the  sign  is  placed  after,  and  not  directly  over,  but  rather  between  two  notes,  the  turn  is  made  thus  : 


TgTAMPLT!. 


i — 1 1 
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p I — p 
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The  sign  for  the  Inverted  Turn  is  thus  : 2 The  inverted  turn  begins  on  the  next  degree  below  the  given 
note,  thus : 


example. 
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A turn,  indicated  by  the  same  sign  may  be  made  in  the  following  manner : 


EZAMPLE. 


The  Trill,  the  sign  for  which  is  thus  : tr.  consists  of  the  alternation  of  two  tones, — the  given  note  together 
with  the  note  above  it,  with  either  of  which,  according  to  circumstances,  it  may  begin. 


EXAMPLE. 
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When  a Hold  is  over  the  given  note,  the  trill  may  be  extended,  and  accelerated  or  ritarded  more  or  less, 
at  the  discretion  of  the  performer. 


tr 


mMFLE. 
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Accelerando. 
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A Brace  ties  together  two  or  more  staves  on  which  parts  are  written  designed  to  be  performed  at  the  same 


time, 


A Fore-note,  or  an  Appogiatura,  is  a small  note  before  another  note,  that  represents  the  accented  part 
of  a measure.  It  may  however  occur  on  any  part  of  a measure,  provided  it  be  on  a count,  and  the  first  of  a group 
of  notes.  The  fore-note  takes  one-half  of  the  time  of  the  note  which  it  precedes. 


Written.  Performed.^  _ _ Written.  Performed. 
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If  the  fore-note  precede  a dotted  note,  it  takes  two-thirds  of  its  value;  that  is,  the  fore-note  takes  two-thirds 
the  value  of  the  given  note. 
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An  After-note  is  a small  note  after  an  accented,  and  before  an  unaccented  note ; it  takes  its  time  from  the 
note  which  it  follows. 


EXAMPLE. 
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Two  or  more  small  notes  occurring  before  any  given  note,  should  be  played  lightly  before  the  count  note,  to 
which  the  accent  or  stress  must  be  given. 


EZA1£PLE. 


This  exercise  begins  with  A,  because  the  key  of  A is  the  natural  key  of  the  Banjo. 


EXEECISE  47. 


Kh  Pos.  6th  Pos.  Barre. 
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2d  Pol, 


Btb  Po3. 


4th  Poa. 
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The  repetition  of  a group  of  notes  may  be  indicated  in  the  following  manner: 

EXAMPLE. 


A line  across  the  stem  of  a note,  thus  : ^ indicates  that  two  eighths  should  be  played  instead  of  one 
quarter  note,  and  two  lines  across  the  stem,  thus  ; ^ ii^icates  that  four  sixteenths  should  be  played  instead  of  the 
one  note,  and  with  three  lines  across  the  stem  thus  : ^ that  eight  thirty-seconds  should  be  played. 


EXAMPLE. 


:=f= 
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# 0 0 0 
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\ — 

The  word  Bis,  over  a measure  or  a phrase  implies  that  the  measure  or  phrase  over  which  it  is  written  must 
be  played  twice. 

EXAMPLE. 


Bis. 


Played. 


,^_:qz:i=4=:  =q— e-# 
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EXERCISE  48. 


MODULATION  AND  CHROMATIC  HARMONY  FOR  STUDY. 


i-= 


<-• J — M--# 
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DXLUCISE  50.  Silver  Clog. 


rt.  C.  noBSON. 


EZEUCISE  51.  Favorite  Jig.  arranged  by  geo.  c.  dobson. 


DICTIONARY  OF  MUSICAL  TERMS. 


37 


A.  An  Italian  preposition,  meaning  to,  in,  with,  accord- 
ing to,  &c. ; as  a tempo,  in  time,  a 4 voce,  for  four  voices. 

Accellerando.  Hastening  the  time,  moving  faster  and  faster. 

Accidental,  is  a term  appUed  to  sharps,  flats,  and  naturals, 
when  they  occm*  not  as  the  signature  {see  Signature)  of  a 
piece  of  music,  buv  tnly  before  some  particular  note  or  notes. 

Accompaniment  (Itahan,  accompagnamento) ; a term  gen- 
erally appUed  to  the  part  performed  by  instrmnents  in  con- 
nection with  another,  or  others  performed  by  voices. 

Accompaniment  ad  libitum,  an  accompaniment  that  may 
be  used  or  omitted  at  pleasm’e,  in  contrachstinction  to  obli- 
gato, an  accompaniment  that  cannot  be  omitted. 

Adagio.  Slowly ; used  to  denote  a movement  faster  than 
largo,  but  slower  than  lento  ; adagio  movements  should  gen- 
erally be  performed  in  a gentle,  calm  manner. 

Adagissimo.  The  superlative  of  adagio,  very  slow,  soft 
and  subdued. 

Adagio  assai.  Nearly  synonymous  with  the  above. 

Ad  Libitum,  or  ad  lib.  At  pleasure,  according  to  one’s 
choice,  used  with  reference  to  the  time  of  a movement. 

Affetuoso.  With  deep  feehng  and  emotion. 

Agitato.  Indicates  a hurried,  distmbed  manner  of  per- 
formance. 

Al,  all,  alia,  alle,  alio ; Different  forms  of  the  Itahan 
preposition  A,  combined  with  the  definite  article  il,  lo,  la,  &c. 
They  mean  Mterally  to  the,  or  according  to,  as  alia  Turca,  in 
the  Turkish  ."tyle,  alia  Cappella,  in  the  church  style. 

Allegro.  Quickly;  it  also  generally  indicates  a degree  of 
joyfulness,  cheerfulness,  and  animation.  The  superlative, 
allegrissimo,  indicates  that  those  characteristics  should  be 
‘ heightened,  while  the  diminutive,  allegretto,  denotes  a less 
rapid  and  joyous  movement.  The  word  allegro  is  very  often 
combined  with  other  words,  as  allegro  con  brio,  and  allegro 
con  /woco,  with  vehemence  and  spirit;  allegro  vivace,  very 
fast  and  with  great  animation ; allegro  di  molto,  exceedingly 
quick;  Allegro  ma  grazioso,  fast,  but  iu  a graceful,  gliding 
manner ; allegro  ma  non  troppo,  and  allegro  ma  non  presto, 
quite  fast,  but  not  hurried. 

AIV  Segno.  To  the  sign ; this  directs  the  performer  to  re- 
turn to  the  sign  (■$.,  or  §,  ) and  repeat  from  that. 

Andante.  This  term  refers  not  only  to  a moderate,  meas- 
ured movement,  but  includes  the  mode  of  delivery.  Alone, 
it  indicates  a gentle,  calm,  peaceful  expression,  and  a move- 
ment neither  so  fast  as  allegro,  or  as  slow  as  adagio,  but  one 
midway  between  them.  It  is  very  often  combined  with  oth- 
er words,  as  andante  affetuoso,  see  Affetuoso,  andante  divoto, 
with  rehgious  feehng,  with  penitential,  reverential  emotion; 
andante  cantabile,  is  a smoothly,  flowing,  melodious  manner. 

Andantino,  the  diminutive  of  andante.  It  is  yet  a disputed 
point  whether  the  word  denotes  a quicker  or  slower  move- 
ment than  andante,  and  it  is  used  by  composers  in  both 
senses ; in  this  book,  it  in(hcates  always  a quicker  movement 
than  Andante,  but  with  the  same  style  of  delivery. 

Animato,  or  con  anima,  intUcates  a bold,  vigorous  manner 
of  performance. 

A Piacere.  See  ad  libitum. 

Appoggiatura.  Commonly  applied  to  an  oma-  S 
mental  fore-note  which  foims  no  part  of  the  har-^-^^~ 
mony,  and  is  usually  written  in  a small  form,  thus  *— 

Ardito.  With  spirit  and  energy. 

Arioso.  In  a hght,  airy,  gay  manner. 


Assai.  An  Itahan  adverb  meaning  venj,  in  a high  degree. 
It  occurs  connected  with  and  qualifying  vei7  many  musical 
terms,  as  assai,  very  presto  assai,  very  quick. 

Adagio  assai.  Very  slow  and  subdued. 

A tempo.  In  time,  used  when  the  regular  beat  has  been 
interrupted  by  an  ad  lib : or  ritard,  (see  ritard,)  to  inihcate 
that  the  regular  movement  should  be  resumed. 

A tempo  giusto.  In  a very  strict  and  steady  time. 

A due,  for  two  voices ; a tre,  for  three  voices ; a quattro, 
for  four  voices,  &c. 

Ballad.  A little  lyric  story,  or  a few  simple  reflections, 
expressed  iu  a few  verses,  each  of  which  is  sung  to  the  same 
tune. 

Baritono  or  bargtone.  That  kind  of  voice  which  lays  mid- 
way between  Bass  and  Tenor. 

Basso,  or  Bass.  The  name  of  the  lowest  part  of  harmony. 

Brio.  Spirit,  vivacity,  animation. 

Buffo.  An  Itahan  adjective,  meaning  comic,  sportive,  face- 
tious, &c. 

Cadenza.  Cadence.  Sometimes  means  an  ornamental  pas- 
age  occasionally  introduced  by  performers  at  the  end  of  a 
piece  of  music;  again  it  is  used  as  synonymous  with  the 
word  trill,  particularly  by  the  French ; but  the  more  proper 
and  technical  meaning  is,  every  harmonic  progression  where 
after  a dominant  seventh,  or  also  the  harmony  of  the  subdom- 
inant follows  the  tonic  harmony.  In  the  first  ca.se  it  is  caUed 
the  authentic,  and  in  the  second,  the  plagal  cadence. 

Calando.  Gradually  becoming  softer  and  slower. 

Cantabile.  Designates  a moderate  movement,  and  a simple, 
unaffected  style  of  performance. 

Cantata.  A kind  of  composition  invented  by  Barbara  Stroz- 
zi,  a Venetian  lady,  in  the  seventeenth  century.  It  generally 
consists  of  two  or  even  three  melodies,  interspersed  with  re- 
citative. 

Canto.  Literally  a song,  used  as  synonymous  with  melody. 

Cavatina.  A word  used  to  designate  a song  consisting  of 
a single  movement,  sometimes  inserted  in,  or  affixed  to  a 
recitative. 

Chord.  A term  applied  to  any  simultaneous  combination 
of  tones  whatever. 

Chromatic.  A -word  applied  to  music  which  abounds  in 
incidentals;  also  used  as  opposed  to  diatonic. 

Col,  coll,  colla,  colic,  coi,  gogli.  The  Italian  preposition  con, 
(with.)  combined  with  the  definite  article,  meaning  ivith  the. 

Col  area,  with  the  bow ; colla  voce,  with  the  voice. 

Coro.  The  Italian  word  for  chorus. 

Counterpoint.  A word  ot  very  extensive  signification,  ap- 
liednot  only  to  several  distinct  classes  ot  composition  in  two 
or  more  parts,  but  also  to  every  possible  variety  of  harmony ; 
the  most  general  meaning  is  harmony,  in  all  its  different 
forms. 

Crescendo.  Abbreviated  cres,  cr.  A ^adual  increasing 
strength  of  sound.  The  .sign  for  crescendo  is  — 

Da  capo  ; from  the  beginning.  A term  used  at  the  end  of 
a piece  of  music,  to  direct  the  performer  to  commence  the 
piece  again,  and  go  to  the  point  marked  Fine,  end.  This 
phrase  is  frequently  abbreviated  thus,  D.  C. 

Becrescendo.  Synonymous  with  diminuendo,  which  see. 

Delicato,  delicatamente,  con  delicatezza  ; these  all  indicate 
a tasteful  and  delicate  mode  of  performance. 
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Diminuendo,  implies  a gradual  diminution  in  the  strength 
of  the  tones ; the  sign  for’the  diminuendo  . The  imion  of 
the  crescendo  and  diminuendo,  — < , is  called  a swell. 

Di  molto.  An  Itahan  phrase,  meaning  very,  very  much;  as 
affetuoso  di  molto,  with  great  feeling ; allegro  di  molto,  ex- 
ceedingly quick  and  energetic. 

Dirge.  A musical  composition  for  funeral  occasions. 

Discord,  dissonance  ; a combination  of  tones,  which  being 
heard  disconnectedly,  sound  disagi’eeably. 

Dolce.  With  a soft,  dehcate  expression ; the  superlative 
dolcissimo,  is  frequently  found  synonymous  with  doice,  as  are 
the  less  used  words  dolcemente,  and  dolcezza. 

D.  S.,  the  abbreviation  of  del  segno,  which  see. 

Duetto,  or  duet.  A piece  of  music  for  two  voices,  whether 
with  or  without  accompaniment. 

Encore.  A French  adverb,  meaning  again.  This  has  been 
for  a long  time  used  at  musical  performances,  in  caUing  for 
a repetition  of  a pecuUary  striking  or  pleasing  performance. 

Expressivo,  or  Con  espressione.  With  expression ; paying 
great  attention  to  the  dynamic  and  other  occurring  signs. 

Finale.  The  close  of  a piece ; as  the  finale  of  a symphony, 
or  of  an  oratorio. 

Fine.  The  end.  A word  generally  used  in  the  case  of  a 
da  capo  or  dal  segno,  to  indicate  clearly  where  the  piece  closes. 

Forte.  Loud  ; fortissimo,  superlative,  very  loud,  abbrevi- 
ated /,  and  ff. 

Forza.  Force,  power.  Con  tutta  la  forza,  as  loud  as  pos- 
sible. 

Forzando  or  rinforzando,  forzato  or  rinforzato.  A very 
sudden  increase  of  force,  abbreviated  fz,  rfz,  or  >. 

Fugue,  Italian  fuga.  A particular  species  of  musical  com- 
position, where  one  part  leads  off,  and  seems  to  fly  (hence 
its  name)  from  the  others,  which  pursue  at  certain  distances, 
and  according  to  certain,  rules. 

Furioso,  con  fuoco,  furibondo,  with  great  energy  and  fury. 

Giusto ; just,  exact.  A term  used  by  composers  in  cases 
where  they  consider  a steady  and  even  performance  especial- 
ly important ; also  after  a tempo  rubato,  which  see. 

Glee.  A species  of  composition  in  three  or  more  parts, 
almost  exclusively  confined  to  England. 

Grandioso.  In  an  elevated  style. 

Grave.  This  word  when  prefixed  to  a piece  of  music,  indi- 
cates a very  slow  movement,  with  a pecuharly  solemn  and 
dignified  method  of  performance. 

Grazioso,  con  grazia.  Gracefully,  with  elegance. 

Harmony.  Any  simultaneous  coifibination  of  tones,  wheth- 
er a single  chord,  or  a succession  of  chords ; also  used  to 
denote  the  knowledge  of  the  laws  which  regulate  the  succes- 
sion of  chords. 

Interlude.  Any  short  intermediate  instrumental  perfor- 
mance. 

Lagrimoso,  lagrimando ; indicates  a sad,  melancholy  style. 

Largo.  This  word  designates  the  slowest  grade  of  time ; 
the  diminutive,  larghetto  indicates  a movement  between 
adagio  and  largo. 

Legato.  Very  closely  connected,  joined  togethar ; super- 
lative legatissimo. 

Leggiero,  Leggeramente;  lightly,  with  elasticity. 

Lyric.  A term  appUed  to  poetry  intended  espeaiaily  to  be 
sung. 

Ma.  An  Itahan  word  meaning  but,  as  Allegro  nw  non  trop- 


po,  quick,  but  not  too  quick. 

Maestoso.  With  dignity,  with  gravity ; synonymous  with 
this  is  the  phrase  con  maesta. 

Marcato.  In  a distinct,  prominent  manner. 

Mass.  (Latin  missa,  Italian  messa,  German  messe.)  The  ser- 
vice of  celebrating  the  Lord’s  Supper  in  the  Catholic  Church ; 
also  denotes  the  appropriate  music  for  such  an  occasion. 

Melody.  A regular  and  agreeable  succession  of  tones,  con- 
veying some  impression  to  the  mind,  either  of  joy  or  grief, 
agitation  or  calmness,  &c.  Ac. 

Meno.  An  Itahan  adverb,  meaning  less;  it  is  used  to  qual- 
ify many  of  the  adjectives,  thus,  mono  allegro,  less  quick, 
meno  forte  less  loud,  me)io  vivace,  with  less  energy. 

Mezzo.  Feminine  mezza,  moderately ; thus,  mezzo  forte, 
moderately  loud,  mezzo  piam,  moderately  soft,  abbreviated 
mf;  mp. 

Mezza  di  voce.  A phrase,  signifying,  a Swell,  thus : — =: 

Moderate.  Is  used  as  a designation  of  the  movement,  and 
is  thus  often  combined  with  other  words,  as  allegro  moderato. 
moderately  fast. 

Modulation.  A change  of  key  in  a piece  of  music. 

Moto.  Usually  denotes  an  increase  of  movement,  as  An- 
dante con  moto,  in  the  same  style  as  ayidante,h\xt  a little  fast- 
er ; con  piu  moto,  faster. 

Movement.  Musical  progression  in  general. 

Non.  This  is  both  a Latin  and  Itahan  adverb,  meaning 
not,  as  non  troppo  allegro,  not  too  fast. 

Obligato.  An  indispensable  part,  material  to  the  intended 
effect  of  the  piece. 

Ottava  alt.  An  octave  above.  Ottava  bassa.  An  octave 
below. 

Pastorale.  A pecuhar  movement  m 6-8  measure. 

Piano.  Abbreviated  p and  pp,  soft  and  very  soft. 

Piu.  An  Itahan  adverb,  signifying  more.  It  is  used  in  con- 
nection with  other  words,  as  piu  forte,  louder. 

Poco.  An  Itahan  adjective,  signifying  a little;  as  un  poco 
piu  allegro,  a httle  faster. 

Presto.  The  quickest  time  used  in  music. 

Prime.  The  first  or  most  important,  as  prime  violino,  pri- 
me basso,  prime  volta,  the  first  time,  &c. 

Quartett ; a composition  in  four  parts,  or  for  four  voices. 

Quasi ; as  if,  nearly,  like  ; as  andante  quasi  allegretto,  &c. 

Quintet ; a piece  of  music  in  five  parts,  or  for  five  voices. 

Bitardando,  or  ritard.  Slower  and  slower. 

Scherzando  / in  a playful,  gay  manner. 

Signature  ; the  sharps  or  flats  placed  immediately  after  the 
clef  to  determine  the  key. 

Solo  ; plural  Soli.  It  is  used  to  denote  a composition  for 
one  voice  or  instrument,  with  or  without  accompaniment. 

Soprano.  A term  apphed  to  the  highest  part  of  composi- 
tion, which  generally  comprises  the  melody. 

Staccato.  A short,  detached,  distinct  method  of  perfor- 
mance, exactly  the  opposite  of  legato,  or  sustained,  connec- 
ted style. 

Stringendo,  stretto,  denotes  an  acceleration  of  time,  and  i* 
nearly  synonymous  with  acceilerando. 

Tempo.  In  time.  Used  to  denote  the  movement. 

Trio.  An  instnunental  composition  m three  parts. 

Tutti.  All ; as  tutti  bassi,  all  the  basses. 

Vivace,  vivo.  A high  degree  of  animation  and  spirit. 

Waltz.  A German  dance  in  | or  J time. 
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PART  II. 


VOCAL  AND  INSTRUMENTAL  AMUSEMENTS. 
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SEN  Z WAS  GONE.  arrangbd  fok  this  work. 
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3 Snow  upon  the  mountain, 

Sunshine  on  the  lake. 

The  M.  P.  never  will  catch  dis  child, 
For  he’s  too  wide  awake. 

Chorus.  Den  1 was  gone. 


4 Give  me  a bed  on  a comet’s  tail. 
Or  a seat  on  a shooting  star  ; 
I’ll  ride  right  home  to  glory, 

In  a silver  gilded  car. 

Chorus.  Den  I was  gone. 
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SHEW  FLY. 


ARRANGED  FOR  THIS  WORK. 


Allegretto. 
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1.  I think  I hear  the  an  - gels  sing,  I think  I hear  the  an  - gels  sing,  I 

2.  If  I sleep  in  the  sun  this  nig  - ger  knows.  If  I sleep  in  the  sun  this  nig  - ger  knows.  If  I 
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think  I hear  the  an  - gels  sing.  The  an  - gels  now  are  on  the  wing,  I feel,  I feel,  I 

sleep  in  the  sun  this  nig  - ger  knows,  A fly  comes  sting  him  on  the  nose.  I feel,  I feel,  I 
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IModern  IWCetliodl  for  tlie  Sa.nJo 


COMPOSED  BT  HKNRT  C.  DOBSON.  DON’T  YOU  WISH  YOU  COULD.  ARRANGED  FOR  THIS  WORK  UY  THE  AUTHOR. 
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When  she  threw  a glance  at  me 
I asked  her  if  she’d  mar  - ry  me, 

#-■- 


/■  r / 

I scarce  knew  where  I stood,  Oh ! wouldn’t  you  like  to  see  her  now.  Oh  ! 
it  was  all  un-der-stood.  Oh ! wouldn’t  you  like  to  be  in  my  place, Oh! 
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SAM  HAGUE’S  CLOG.  ARRANGED  BY  CHARLES  K.  DOBSON. 
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VINCENT  DAVIES. 


31.o<lex*ii  l>:Xetliod  I’or  tlie  Saiijo. 

X SAW  ssAU  nssnra  eats.  ARRANGED  BT  GEO.  C.  DOBSON. 
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fore  the  day  on  which  we 


met  Her  Coun  - try  Cou  - sin  E - sau. 

Spolctn  .'—For  it  was  on  tint  nnluckj  day  that  — 
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Chorus. 


2 I’d  rather  go  without  my  beer, 

Or  even  get  my  sconce  hurt. 

That  ever  go  again  to  hear, 

A Crystal  Palace  Concert; 

For  Ttook  Kitty  there  and  then, 

Unfortunately  she  saw, 

That  horridest  of  countrymen, 

Her  Country  Cousin  Esau. 

Sp«1c4n:  But  even  then  I never  thought  I should  have  to  ssf — 

Chorus.  I saw  Esau  &c. 

3 She  introduced  this  man  to  me. 

And  soon,  behind  a statue, 

I saw  what  made  me  audibly 
Sing  out,  “ I’m  looking  at  you.” 

’Tis  sad  indeed  to  have  to  state. 

What  poor  unlucky  me  saw. 

For  there  was  Esau  kissing  Kate, 

And  Kate  was  kissing  Esau. 

Spottn;  Yes!  they  had  commenced  the  business  arithmetically;  they 
began  with  simple  Addition,  went  right  through  Subtraction, 
and  would  have  gone  on  to  Multiplication  had  it  not  been  that— 

Chorus.  I saw  Esau  &c. 


4 Is  this  why  you  both  quitted  me ! 

Said  I,  you  little  Tartar  ? 

Oh  yes  ! said  she,  the  Rule  of  Three 
Is  not  so  good  as  Barter, 

I went  to  school  with  him.  she  said. 

And  used  to  play  at  see-saw. 

So,  if  you  please  I think  I’ll  wed. 

My  Country  Cousin  Esau. 

Upokin;  Well,  said  I,  I came  to  a concert,  but  this  is  a concerted  piece  I 
didn’t  expect  to  sec.  I scarcely  knew  what  to  say,  for  it  wae 
enough  to  disconcert  me  altogether  when  — 

Chorus.  I saw  Esau  &c, 

5 I went  away  in  quite  a pet. 

And  toddled  home  to  tea,  oh  ! 

For  I could  see  that  their  Duet, 

Had  put  me  up  a tree.  Oh  / 

But  still  my  sorrow  wasn’t  great. 

When  in  the  papers  we  saw. 

That  Mr.  Esau’d  married  Kate, 

And  Kate  had  married  Esau. 

Sfok*n:  Oh  I yes ! I’ve  quite  recover’d  now,  and  am  courting  a prettier 
girl,  but  still  it  is  not  pleasant  to  reflect  upon  the  day  when  — 

Chorus.  I saw  Esau  &c. 
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AERANGED  BY  THE  AUTHOR.  BEYOND  THE  CLOUDS.  ■WORDS  AND  MUSIC  BY  C.  A.  'WEITE. 


IMCcxieim  1V>1*  tlie  Sanjo. 
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BS70NS  THS  CLOUDS.  Concluded. 


Chorus. 
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2 Oh  ! pretty  swallow,  while  thou’rt  gone. 
This  fond  heart  will  weep  alone, 

With  fond  love  and  anguish  burn, 
Fearing  he  may  ne’er  return. 

But  oh  ! I trust  when  winter’s  past 
To  hear  love’s  sweet  enchanting  spell, 
So  fly- then  quickly  far  away, 

My  Bonnie  bird  good  bye,  farewell. 

'■  ■■  How'gladly  &c. 


3 Ah  ! now  you’ve  left  me  sad  and  lone  ; 
To  my  humble  cottage  home 
I’ll  wander  silent  down  the  lane, 

Where  soon  I’ll  meet  my  love  again. 

At  night  I’ll  pray  for  happier  days. 
When  blooming  is  the  hedge  and  tree. 
And  when.the  summer  comes  again. 
My  love  and  bird  will  come  to  me. 

How  gladly  &c. 
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"WORDS  BY  DEXTER  SMITH.  PtTT  ME  IN  MY  LITTLE  BED.  music  by  c.  a.  "white. 

Arr.  by  Geo.  C.  Dobson. 
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^ mis  in  LITTLE  BED.  Concluded. 
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IMod-ern  TWCethod.  foi*  tlie  Ssinjo 


WORDS  BY  DEXTER  SMITH.  LITTLE  TOTTIE  CHASING  BUTTEHPLIES.  melody  by  c.  a.  white. 
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2 Now  her  laugh  rings  out  so  cheery, 

As  she  frights  the  honey-bee. 

As  he  sips  from  fragrant  roses, 

Nectar  fit  for  king  to  see ; 

Then  she  shouts  aloud  for  “ mamma !” 

As  she  nears  the  butterfly, 

Saying,  “ mamma,  come  and  help  me, 
You  can  catch  him  if  you  try  !” 
Little  Tottie,  &c. 


3 Little  Tottie,  sweetest  sunbeam. 

That  has  blessed  our  earthly  way. 

May  the  brightness  that  surrounds  thee. 
Never,  never  pass  away ! 

And  though  contact  dims  the  lustre 
Of  the  butterfly’s  gilt  wings, 

May’st  thou  find  the  priceless  blessing*. 
Fading  not  with  earthly  things  ! 

Little  Tottie,  &c. 
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WRITTEN  BT  DEXTER  SMITH.  SAVE  TEE  BOY.  MD8IC  BT  C.  A.  WHITE. 

Arranged  by  G£0.  C.  Dobson. 
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Chorus. 


Save  the  boy ! save  the  boy ! Hear  the  mother’s  cry  so  sweet ; Save  the  boy,  the  precious 

TENOR  and  BASS. 
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2 ’Tis  long  since  he  felt  the  pressure 
Of  a mother’s  loving  kiss. 

When  she  left  a world  of  sorrow, 
Changing  earth-Mfe  such  as  this, 
For  a land  of  bliss  immortal. 

For  a sweet  home  full  of  joy, 
Leaving  to  the  care  of  strangers. 
Her  beloved  darUng  boy. 

Save  the  boy  ! &o. 


S Lead  him  from  the  world’s  temptations 
To  a home  within  your  heart. 

That  from  ways  of  tnith  and  virtue 
He  may  ne’er  be  call’d  to  part 
And  his  mother’s  spirit  watching, 
From  her  home  above  the  skies. 

Will  bestow  the  richest  blessings. 
Sweet  foretaste  of  Paradise. 

Save  the  boy ! &o 
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LOVE'S  SCnOTTZSCEE.  c*  dobsoit. 
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PANTALON.  ‘JEO.  C.  DOBSON. 
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TEIPLET  JIG  nr  C MAJOR.  GEO.  C.  DOBSOK 


Allegro  non  troppo. 


OPERATIC  ARIA. 


ARRANGED  BY  GEO.  C.  DOBSON. 
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JOHANN  STRAUSS. 


AUBOEA  POLZA. 


ARRANGED  BT  GEO.  0.  DOBSON. 


OUR  EMILY’S  WALTZ.  GEO.  C.  DOBSON. 
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Tune  4th  string  to  B. 

Allegro  assai. 


amiSIKE  WALTZ. 


CKO.  0.  D0B30H. 


■Atk  ■ ff-ffff- — m^-  0 -#-# #-#-—#-#+ — m^m #-# #-# #-#’ 

-_ i-^  E j-lj-^. 

cresc  : 

■f^— --»-f-^ — *-o — — — — ?_f._?_f._.f_f. 

•»r  Lm 

q / M 

Eiz*^z^z;zi 

MPos.  Barre. 


l^:^zz»-»:zz»z^=fc«^-Bgic=»z«-fcfczfc4^zzz«z^d?^z^:p 


4th  Pot.  Barre. 


dolce  aempre. 
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IMIodeim  l^fetliod  foi*  tlie  S«i\jo 


cresc:  cresc: 


Ig 


!S=iS- 


-^^-0 


i 


accel: 

m: 


1— d i — ^ ^-H iT-i- j-H — I — l' 1-  IH — I — l~L'^~d  0 — 1-^— ^^-4— - 1 i 


) i i 


IA“ 


a 


f^-0 


;-pa?: 


— ^ 

5^  • 

ttringendo. 


i— fi 


fZ  j2  ^ 


:i^TZE^: 


oMo^era  31!etlio<i  for  tlxe  Sa^ijo, 
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ADDITIONAL  EASY  EXERCISES  AND  PIECES 

FOR  THE  BEGINNER. 


I rm  I 


The  Major  Scale  in  A tmder  the  Signature  of  Three  Sharps.  The  principal  Zey  of  the  Banjo. 


I Notes  made  on  the  Wi  string. 
Snd  line,  0 ^ - d.  5 


On  the  3d  string. 
0 2 


On  the  2d  string. 
0 1 


2 10  1 


1st  line.  0 2 2 4 

-y------==z^  

■ i ^ ^ * 

A B CiJ  D E Tif  G# 


Oa  the  1st  strkii?. 

0 2 3 


On  the 
fith  string 
0 
0 


p: 

r; 


'On  the  l«t  string. 

T « 10 


1 


:t=:; 


X 


A 


B Cjt  D 


F|  Gi  A 


The  second  line  of;figures  above  the  staff  indicates  the  position  at  which  the  string  is  stopped  by  the  left  hand 
in  playing  the  scale. 

The  first  line  of  figures  above  the  staff  indicates  the  fingers  of  the  left  hand  that  are  employed  to  stop  the 
strings. 

The  X and  dots  under  the  staff  are  for  the  right  hand  fingering. — The  x is  for  the  thumb,  one  dot  for  the  first 
finger,  two  dots  for  the  second  finger. 

Each  note  has  its  literal  name  placed  beneath  it 


No.  1. 
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IModeirii  IMetliod  foir  tlie  Sanjo. 


No.  2. 

>j-r 


-n- 


_ -#-#- 


-4^ 

zBi^izKi: 


-H— C- 


I- 


-H- 


aEiElEizEjlEtlE? 


a- 


;!gzE3EiEaE|E^=iEiEiEi|i^;E|E3i^£SE|^Z«l^Z«:|^^^r-j^ 


-n- 


TTa  fl 


ilMcMieni.  Mietliod.  for  tlie  Banjo 
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0 2 0 4 0 2 0 


1-4-^ 


JZT—. — 

±_^ 


Hitard. 

-0 4 


No.  7. 
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3Xodeirii  l^Eetliod.  for  tlie  Sa>njo. 


BEACH  WALTZ. 


G.  C.  D. 


PAVOBITE  POLEA. 


Q.  C.  DOBSON. 


Hlth.  M pos.  ^ndpos.  ^ 

-0-  ir  •#  ■#• 


„ ^ 12 II.  1th  P.  Barre.^^  12 

:Mg3i]Vzz^z:qf?^pi^irz^ti^-Jz=^Tzczcz^— ^=rIzi=^?zzf^-^qz:^.zI^I:qr^— r 


t th  P.  Barre 


5tk  pos.  Barre. 


-p gT S' 

:z?:=:izfi;zzzzi?: 


pitzzift 


^ 


& 


=^rpr^zzj^pg^pr:^zzr-z^^zj[ii| 


IU!o<lei:*ii  3Xet]iod  for  tlie  Sa^ujo 
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Tune  4th  string  to  B.  CLOG  HOBNFIFE.  o.  c.  d. 


-y- 


-0—^- 


■■_  , ^ /TS 

zj=i^^hxi^z:lzzjizh^=^:=:fEf^iz-^^^ 

■r  +f  ft 
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3JCo<iei:*ii  IMCetliod.  for  tlie  Sa/iijo. 
LITTLE  CHARLEY’S  JIQ. 


G.  C.  D. 


In  A.  minor 


STOP  jia.  ARRANGED  BY  RICKETT. 


Miodtern  JMetliod  for  the  DBanJo 
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mUTTEN  Am)  COMPOSED  BT  Q.  W.  HUNT.  VHZN  THS  BAKD  BEGINS  TO  PLAY.  iREANOED  BY  G.  C.  DOBSON. 
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l\Xo<iei:*ix  for  tlie 

WHEN  THE  BAND  BEaiNS  TO  PLAY.  Concluded. 


Vhorus. 


en  all  the  day,  Es  - pecially  when  my  Charlie  leads  the 


a — jp — ^-}--\  " « — •”5— F 


3 They  play  such  jolly  music, — Waltz,  Polka  and  Quadrille, 

And  sometimes  play  so  feelingly,  it  gives  me  quite  a thrill; 

The  leader  sometimes  gives  a frown,  and  looks  as  though  he’s  rash! 
And,  then,  they  play  so  soft  and  sweet,  and  after  comes  a Crash! 
Chorus.  And,  I feel,  &c. 


4 Now  where  my  Charlie’s  to  be  seen,  I don’t  intend  to  tell. 
For  fear  that  he  might  captivate  some  other  belle  as  well. 
He’s  asked  me  “ One  small  question” — I gave  him  my  reply,. 
In  about  a month  there  will  not  be  a happier  wife  than  I! 
Chorus.  And,  I feel,  &c. 


i 

i 


-I 

.••'f 
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